The Era of an Impotent Dragon and Postcolonial Masculinities
, The Wine of Astonishment (1983) , Salt (1996) , and Is Just a Movie (2011) regularly address the postcolonial dilemmas of local men and their difficulties in adjusting to neoliberal culture within Trinidad. Lovelace strongly believes in the importance of local cultures, especially the role of Carnival as a symbolic resistance of colonial power and as a source of freedom claimed from the bottom.
Given the fact that indigenous cultural practices, such as the Dragon dance, Devil play, and steelband, are often performed and lead by the group of lower-class men, Lovelace's concern about Carnival-corrupted by capitalist logic and degraded to a mere tourist attraction--is related to his concern of local masculinities. In his 1998 essay "The Emancipation-Jouvay Tradition and the Almost Loss of Pan," Lovelace laments the contemporary condition of postindependent Trinidad:
When we woke up to the realisation that we were independent and that independence meant having a culture that we could call our own, we discovered that all we had that might be termed indigenous or native was what had been created or resembled and maintained here by those at the bottom of the economic ladder ... Independence was to face us with the questions: How were the people of this diverse society to access these native elements of what was now being seen as fueling a culture which all of us were to share? How was this society to authentically access cultural institutions that grew out of the struggles in particular circumstances by ordinary Black people for their self-affirmation and liberation? (56) In the passage, Lovelace expresses his anxiety about losing the original function of "a culture that we could call our own" (i.e. Carnival) when he questions the present community's ability to maintain its rebellious power earned by "those at the bottom of the economic ladder." Since he himself was actively involved in the People's National Movement (PNM) (the political movement aiming to win back the political power from the former colonial system) Lovelace mourns the loss of Carnival's true power in Trinidad. This nostalgia motivates him to write nationalist and postcolonial texts, focusing especially on the confusion of local men located at the bottom of economic hierarchy after the People's National Movement.
For him, the original Carnival culture once represented an alternative
The Dragon Can't Dance cultural institution, one that grew from the struggles of "ordinary Black people for their self-affirmation and liberation" without conforming to global capitalism. In this sense, his concerns direct to the cultural institution which now loses its political momentum in the contemporary Trinidad.
Most readings of The Dragon Can't Dance in the 1980s focused on Carnival and the identify crisis of Aldrick -Aldrick being a representative postcolonial subject. Anthonia Ekpa, for instance, notes that the book deals with Aldrick questioning the reality of his existence and seeing how he could adapt himself in the New World (69). Similarly, Bill Schwarz analyzes The Dragon Can't Dance as a story of "a new black subject" desperately looking for " [an] individual's place within the group," "the sense of a moral order,"
and "a hope for redemption and salvation" (11). These criticisms investigate the stream of consciousness of Aldrick, the protagonist and the Dragon in Carnival, representing it as existential crisis of a postcolonial subject.
The critics' understanding of Aldrick as a gender-neutral, universal subject reveals certain limitation by excluding the experience of women from postcolonial history. Aldrick as a universal male subject assumes a homogenous post-colonial experience, namely the experience of a black male subject. As one can see in the passage above, In The Dragon Can't Dance, the institutionalized power and capital, which become the most important factors in defining hegemonic masculinity, still exist in various form, the Guy (rent collector and later politician), police, young lawyer, judge, and a professor. All of them are examples of hegemonic masculinities compared to Aldrick, Fisheye, Philo, and Pariag. The book does not explicitly describe the presence of these hegemonic masculinities purposefully; they remain abstract, vague, and nameless.
they find different ways to deal with their anxiety at the end of the novel. Even though I am keenly aware of the fact that categorization often simplifies complex phenomena, I argue that grouping the male characters into two categories can allow us to glimpse the author's position on postcolonial masculinities. This will be discussed in the following section showing how the narrative structure of the novel reflects the tension between marginalized and subordinated masculinities.
Men at Risk in The Dragon Can't Dance
The prologue of The Dragon Can't Dance displays apocalyptic scenery of postcolonial Trinidad in a fictional space called "Calvary
Hill." Calvary Hill, a central setting of the novel, is a social, cultural, economic ghetto where "the sun sets on starvation and rises on potholed roads" and children hold "their poverty as a possession" (10). Located at the bottom of the social hierarchy, Calvary Hill accepts "misfits" from Port of Spain, the capital city of Trinidad.
The marginality of the place attracts its own dwellers as it "hold [s] the people who come to the edge of this city to make it home" (10).
This sense of community ("to make it home") emerges from its exclusion ("the edge of this city"), establishing its core identity as a place of outcasts. Calvary Hill, in this sense, shows how the colonial system has affected the most fragile underprivileged local community after the emancipation:
Emancipation, that emancipated them to a more profound idealness and
The Dragon Can't Dance waste when, refusing to be grist for the mill of the colonial machinery that kept on grinding in its belly people to spit out sugar and cocoa and copra, only come from the bottom, without exclusion or subordination of others. As a result, the epiphany of this story arrives when Pariag stops trying to be "the man" that he always wanted to be and realizes the futility of the slogan "All o' we is one," because "we didn't have to melt into one" (210). It is also in this moment that Pariag redefines his relationship to his wife Dolly:
"We have to start to live, Dolly, you and me." 
